the following 60-word entry on the record sleeve:
superseded by vinyl 33 1/3 LPs (Elborough 2008: 23) , more advanced cover designs themselves became spaces for art: for painting and drawing; for photography; for written expression (including song lyrics).
1 This seems a quite natural evolution in light of the fact that the different aesthetic forms have always interacted with, and borrowed from, each other, a process that only became more palpable in the latter half of the twentieth century.
Jonathan Kramer cites intertextuality-characteristic of multi-faceted texts that disrupt received ideas of source and genre-as one of the distinguishing traits of music in the postmodern period. Yet the interaction of multiple aesthetics with the prima facie sound-based artefact of the record album evokes what might more appropriately be termed a 'polytextuality' (ostensibly a musicological term meaning 'many-texted').
Polytextuality is, in turn, reminiscent of the Derridian concepts of 'tympan' and 'parergon.' The former is suggestive of a softening of boundaries which allows ostensibly central and marginal texts to be read together in a complimentary fashion (Derrida 1982) , while the latter alludes to a frame that accompanies and merges into the work, rather than merely encircling or enclosing it (Derrida 1987). 1 Elsewhere, Elborough says that the 'swishly packaged' LP allowed for 'entirely new, ingenious combinations of sounds, printed text and illustrations that would dovetail perfectly with the needs of the epoch ' (2008: 46) . If such sentiments evoke a subset of consumers seeking more in-depth, more informative, and more enduring aesthetic artefacts, then the equally-revolutionary 7-inch vinyl single arguably served a different style of music consumption focused more upon immediacy and disposability (the purpose and format of the single, for example, being generally antithetical to detailed sleeve notes). 2 The tympan or tympanum is a type of musical drum; the tympanum is also the middle ear cavity or eardrum. In art, the parergon refers to an accessory or augmentation subordinate to the main work. Following on from this extraordinary example, the next section will detail some of the different liner note styles that developed in the latter part of the 20 th century. But first, the various approaches I will be discussing need to be further situated within two wider general frameworks: format and authorship. The original LP sleeve provided, as Elborough (2008: 6) Stylistically, the story of the liner note is further bound up with the notion of authorship.
Notwithstanding examples such as The Black Saint and the Sinner Lady, sleeve writing has historically been dominated by two types of writer: the composer and the critic.
That is not to say, however, that textual style is ever necessarily reliant upon the identity of the author. As we will see from the examples to follow, composers sometimes provide sleeve literature for which the goal is not so obviously to 'sell' their musical product, while neither are the intentions of critics (whether journalistic, academic, or 7 The subsequent CD version of Ascenseur pour l'échafaud (issued in 1988) is a good example of this. 8 While the aura of the original LP or CD object seems much reduced by the computerised carriage device, it might be remembered that, so far as liner notes and cover art are concerned, these were likely to be similarly absent from the home-made cassette tapes which were prominent in music collecting in the late 20 th century. (1997) , which is to often eschew any form of identifying details or extraneous written information on the record sleeve whatsoever, is an equally valid one.
Styles of liner note writing
It is possible to identify at least five prominent broad (yet at times intertwining)
varieties of liner note literature over the past few decades. The point here is not to insist that the examples referred to, along with the music they accompany, constitute great art (though I happen to believe that the majority of them do). 10 Rather, it is to argue that they help show liner note literature worthy of being considered part of the overall aesthetic experience attached to music, amounting to more than just what Symes refers to as a 'framing device [that places] inverted commas around objects considered worthy of extended contemplation ' (2004: 124) , though they may well operate in that way as well.
The Literary Liner Note
In the best examples of the literary liner note, contributors fashion art from writing that 9 Henry James's famed prefaces are somewhat analogous to sleeve writing in having the air of what Gérard Genette (1997: 1-2) calls the 'paratext': essentially texts of a 'threshold' or 'fringe' nature in comparison to the primary text. Nonetheless, William Goetz, in his analysis of James's prefaces, crucially alludes to them as being of complex utility (not merely extensions of the novels; not simply commentaries on them), suggesting that they might first be taken as 'literary work in their own right ' (1979: 333) . A similar case can, I would suggest, be made for the album liner note. 10 Any arbitrariness in the selections I have chosen for discussion is mitigated by the pleasure of espousing literary worth in a cross-section of texts; in fact, Elborough posits an equivalent explanation in his selections in his celebration of the LP record: 'This is a magpie's book ... the reasons some albums or events are mentioned veer from the wilfully arbitrary to the breathtakingly callow. It barely scratches the surface of the LP, but what more can anyone do? ' (2008: 17 Another example is Galaxie 500's On Fire (1989) , where on the back cover engineer and producer Kramer digresses with a rambling piece on the great Chicago fire and watching the Disney show as a child, a story that, astutely, only in its final sentence becomes an exaltation of the band in question:
Sometimes I'd see Walt himself, sometimes Mickey or Goofy. But sometimes I'd see a thousand bright blue caribou racing a dust storm to the finish line, neck and neck like nature's own Indy 500. Flesh and blood against the elements. And I remember wondering to myself, 'why are they racing?' Then one fine day I understood why the race took place. It was because the hairs on those caribou's necks were being tickled by the instinctual knowledge of a fire raging not too far away and most certainly headed this way. Humans often get the same feeling ... like an oddly warm breeze malevolently fuelled by the maddening flames behind it. Come ride the fiery breeze of Galaxie 500! (On Fire, 1989) The Expository Liner Note A further variety is the expository style: these involve discussions based on how the music came into being that are, in the best instances, reader-friendly and without the didacticism traditionally associated with explanations of complex musical compositions.
One of the finest exponents of the expository approach is Brian Eno. For his 1982 album Ambient IV: On Land, for instance, Eno constructs a brief but fascinating essay that melds the evolution of his 'environmental' recording techniques, and the listing of various musical and filmic influences, with redolent passages on the philosophical and emotional underpinnings of his music, especially the important role played by memory.
Of the track titled 'Lantern Marsh,' he writes:
Lantern Marsh, for example, is a place only a few miles from where I grew up in East Anglia, but my experience of it derives not from having visited it (although I most certainly did) but from having subsequently seen it on a map and imagining where and what it might be. We feel affinities not only with the past, but also with futures that didn't materialise, and with the other variations of the present that we suspect run parallel to the one we have agreed to live in. (Ambient IV: On Land, 1982) There are many other fascinating examples in this vein. For their memorable 1998 release f#a#∞, formidable orchestrations and fragments of spoken word-'we're trapped in the belly of this horrible machine, and the machine is bleeding to death'; 'the preacher man says it's the end of time, says America's rivers are running dry'-mingle with desolate photographs, a copy of a grim Petition for Divorce form ('no efforts to reconcile have been made'), and an anonymous written creed called 'The Story thus Far' ('we've been ploughing our little field up here for a couple of years now, but the yard is still filled w/rocks & dust & sick trees ... so we bide our time'), all of which hints at the band as fraught backwoods fugitives.
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Another proselytising amalgam can be found on John Zorn's Kristallnacht (1993) . Here, the tragedy of the 'night of broken glass,' the November 1938 Nazi anti-Semitic crackdown across Germany and Austria, is evoked by a combination of melancholy klezmer music, a track ('Never Again') that recreates the breaking glass sound of the title (in a manner that Zorn warns may cause 'temporary or permanent ear damage'), a photograph of a Nazi sculpture alongside another of the corpse of a holocaust victim, and three powerful written pieces from novelist Lynne Tillman, poet Edmond Jabès and playwright Richard Foreman respectively.
The Retrospective Liner Note
Perhaps the most familiar of all liner note styles is the retrospective, germane to compilations and re-releases calling attention to the careers of both major and obscure artists and scenes. In particular, this format affords the opportunity for critics to reaffirm or re-imagine the place of favoured musicians and bands in the context of a wider musical history. In an article in the British experimental music publication The Wire around the time f#a#∞ was released, band member David Bryant says: 'We try to make music that holds some sort of emotional power ... to make a record about hope and enduring in the face of real economic and existential uncertainty' (Keenan 1998: 14) .
of how music and writing can combine in the formulation of finely-crafted and compelling aesthetic productions.
Sometimes, the format allows for musicians to reflect back on their own earlier work. A specific take on the retrospective essay is the fragmentary, track-by-track account, which to my knowledge first appeared on the 1978 Neil Young compilation album
Decade. Here, the inner sleeve features Young's own brief notes on the genesis of each of the 35 tracks included, which taken together provide a chronology of his career to that point. One of the best known of these excerpts refers to 'Ohio,' which Young composed in response to the Kent State University massacre of 1970: 'It is still hard to believe I had to write this song. It is ironic that I capitalised on the death of those American students. Probably the biggest lesson ever learned at an American place of learning ' (Decade, 1978) .
Writing and music belong together
There is a great amount of significant detail in the liner note examples described here- is important is that discourses on music need not, as they regularly are in critical analysis, be restricted to a focus upon specific musical texts, genres and scenes. How different texts, genres and scenes relate to each other, and how music itself intersects with other art forms, including literature, is just as significant. This paper does not provide a definitive history of liner note writing. Rather, the goal is to encourage liner notes to be considered a valuable part of the overall experience of interacting with recorded music-to help show that writing and music, like dancing and architecture, can in the right circumstances be perfectly appropriate bedfellows. That music engenders literature should, after all, be considered a quite natural state of affairs:
as Ralph Gleason, referring to the impact Bitches Brew had upon him, puts it, 'if I could I would write a novel about it, full of life and scenes and people and blood and sweat and love.'
